I4O    PRINCIPLES   OF   SHAKESPEARIAN   PRODUCTION
behind, priestess of the knowledge of true and false wealth,
clearly helps this scene  We are aware of her bunging
her own world  and  all it  symbolizes   into  the  new
context
For the rest of the scene do not be afraid of an anti-
climax Portia must be firm and not too pitiful Shylock's
exit, G to down L through the crowd, can be as pathetic as
you will, but not too long delayed The play shows a
Christian, romantic, and expressly feminine Poitia against
a down-trodden, vengeful, racially grand, usunous Jew I
do not claim that all the difficulties inherent in this oppo-
sition are finally settled m our play but I do claim that
this dramatic opposition is a piofound one You must not
suppose that since Portia has all our sympathy Shylock can
have none poetic drama can be paradoxical Portia stands
serene in white purity, symbol of Christian romance But
Shylock, spying he is ill, picks up his cloak and goes out
robed in purple the purple of tragedy Two tremendous
imaginative issues conflict the romantic dream and tragic
realism Later Shakespeare is to reconcile them Here
the opposition must be stark neither must be watered
down
The last scene at Belmont acts itself easily but I object
to so unfortunate a back-cloth as one with waves painted
on it, for obvious reasons Our set here might foi the first
time dispose of the change m level The action's dualism
may not have been perfectly unified but you cei tainly are
not supposed now to be worrying about it Or again, you
might keep it, and get highly significant comedy out of the
lovers chasing each other - as they usually do - about from
one level to the other On second thoughts, I think this best
It would have meaning Lorenzo and Jessica would be
comfortably placed on the steps at the beginning
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We have referred continually m this book to Macbeth Here
is an outline of my ideal production The general